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In this paper, I approach Mrs. MoCullers' The Heart 
Is a Lonely Hunter through a olose reading of the text.  One 
can oonslder the novel as social commentary, as representa- 
tive of the rather loose genre of Southern gothlo writing, 
or as an expression of psyohologloal or theologloal theory; 
but I contend that the novel has a carefully worked out 
structural and thematic form whloh allows one to discuss 
the book on Its own terms with the need of no other "tools" 
of criticism than a careful eye for the techniques used by 
the author. 
Mrs. MoCullers uses Mlok Kelly to establish the basic 
division of objeotive and subjective worlds and Biff Brannon 
to focus the reader on this division as found In the other 
characters.  Realizing the position of these two characters 
and the Importance of the conflict they delineate, I reached 
the following conclusions: (1) Mick Kelly Is the central 
character rather than John Singer or Splros Antonapoulos; 
(2) Singer, Antonapoulos, Copeland, and Blount are all 
selfish and seek self-fulfillment rather than communication; 
(3) Mrs. MoCullers' description of her novel as "an Ironic 
parable of fascism" Is appropriate and revealing; (4) the 
multiplicity of religious symbols serves to emphasize that 
eaoh character yearns to be a god within his own dream world; 
and (5) the novel ends optimistically because the two 
pivotal figures, Mick Kelly and Biff Brannon, survive the 
conflict of objective and subjective worlds, a conflict 
to which the others succumb. 
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CHAPTEB I 
ISOLATION, SELP-PULPILLMENT, AND 
SUBJECTIVE AND OBJECTIVE WORLDS 
Carson MoCullers' first novel, The Heart Is a 
Lonely Hunter. Is long and complex, but the multiplicity 
of themes, symbols, characters, and motifs are all united 
In the central theme of Isolation which appears to result 
from unfulfilled attempts at communication.  This Isolation 
is oooasioned and informed by the fundamental dual nature 
of Mrs. MoCullers' world, which is clearly divided into 
objective and subjective realities.  This division is 
suggested by Ihab Hassan in Badlcal Innooenoe. His 
remarks in his chapter "Carson MoCullers: The Aesthetics 
of Love and Pain*1 oenter on the underlying "opposition" 
informing the "eccentric design" of her fiotlon. He 
explains that this opposition springs from a certain sort 
of subjectivism, an introversion which "is a result of 
the disjunction between self and the world which contemporary 
life has magnified. nl In basing his discussion on the 
basic opposition in Mrs. MoCullers' flotion, Mr. Hassan 
Ihab Hassan, "Carson MoCullers: The Aesthetics 
of Love and Pain," in Radical Innooenoe: Studies in the 
Contemporary American Novel (Princeton. 1961), pp. 205. 
208. 
Is echoing an idea suggested nearly ten years earlier by 
Oliver Evans In the first orltloal essay devoted entirely 
to Mrs. HoCullers' work.  Mr. Evans emphasizes what he 
calls the "spiritual Isolation" which Is the underlying 
and unifying theme of all Mrs. NoCullers' flotion. As 
Mr. Evans states: 
Mrs. McCullers has herself used the phrase moral 
Isolation to describe this universal condition 
of mankind (Theatre Arts Monthly. April 1950). 
Spiritual isolation, however, is probably a 
better term, as the moral implications of the 
condition are by no means the only ones. Every 
individual, she believes, is imprisoned in the 
oell of his own being, and any practical attempt 
at communication, suoh as speeoh, is doomed to 
failure. . . . The only foroe which does not 
make for spiritual Isolation is love, or ideal 
communication.  Love is the machinery by which 
men strive to esoape from their cells . . . . 
Behind Mrs. Evans1 comments lies the assumption of an 
opposition similar to that made explicit by Mr. Hassan. 
Mr. Evans, too, sees a disjunction between what he calls 
the character's "oell of his own being" and the outside 
world.  Both critics see the Individual in Mrs. MoCullers* 
fictional world as Isolated within his own subjective self; 
he is unable, or at least finds it very diffioult, to 
achieve any true communication or Identification with 
those outside his own oell of being. 
The characters in the novel are isolated by a 
2011ver Evans, "Spiritual Isolation in Carson 
MoCullers," New World Writing. I (April 1952), 298. 
variety of different causes.  Singer, for example, is 
isolated from others by his physioal handloap. Jake Blount 
is set apart by his radical political and soolal ideology. 
Dr. Copeland is separated from the white soolety by his 
oolor and from his own people by his eduoation and 
progressive ideas. And Mlok is set apart by both her 
age and the artistic flame that burns within her.  These 
isolating faotors are quite obvious, and various orltios 
have been quick to recognize both the apparent causes and 
the resulting condition of mutual isolation surrounding 
all the oharaoters.  Mr. Frank Durham perhaps best sums 
up the consensus concerning the relationship of oharaoters 
and theme in Mrs. MoCullers' first novel: 
Most see the theme as that of human loneliness 
and the individual's attempts to break the 
barriers separating him from other human souls. 
This is oertalnly the major theme of the novel 
and of the oorpus of Mrs. MoCullers1 work.3 
But even though most oritios are quiok to recognize the 
basio theme in Mrs. MoCullers' work, most fall to pay 
due consideration to what lies behind the theme, and thus 
they draw faulty conclusions about various aspects of her 
novels.  Perhaps the very obviousness of the theme of 
isolation may be something of a trap for those who attempt 
to understand this strange fiotlonal world.  1 suggest 
-'Frank Durham, "God and No God in The Heart Is 
a Lonely Hunter," South Atlantlo Quarterly, LVI (Autumn 
T937T7-*9*F:  
that, even though the oentral these of The Heart Is a 
Lonely Hunter nay be isolation, this theme is not related 
to "the Individual•s attempts to break through the barriers 
separating him from other human souls," as Mr. Durham 
phrases it. The opposite is true.  Mrs. MoCullers• 
characters do not try to oommunioate, and the understanding 
of this is necessary for any aoourate interpretation of 
her work. 
Even so, some orltios insist on referring to such 
things as Mrs. MoCullers' "compassion for every attempt 
k 
of the human being to become a ire instead of an I," though 
there are few examples of suoh efforts at communication 
in any of the author's work.  John Viokery, for example, 
suggests that: 
Moved by his desire to break out of his Iso- 
lation, to oommunioate and share his thoughts 
and experienoe, to beoome part of another 
person, a group, or the world, the lover finds 
only a new and more Intense loneliness.' 
And even Mr. Evans falls to follow to logical conclusions 
his descriptions of the fundamental dual nature of this 
strange fictional world.  While he implies a basic division 
of subjective and objeotive worlds which leads to isolation. 
Louise Y. Gossett, "Dispossessed Love: Carson 
MoCullers," in Violence In Beoent Southern notion (Durham, 
N.C., 1965). P."T39^ 
*John B. Viokery, "Carson MoCullers: A  Map of Love," 
Wisconsin Studies In Contemporary Literature, I (I960), l4. 
he still assumes that the characters try to bridge the gaps 
between these worlds and among one another. Mr. Brans' 
logio is illustrated by the following quotation from his 
book The Ballad of Carson MoCullers; 
At is [sioj broadest level of meaning, however, 
the allegory of The Heart Is a Lonely Hunter 
. . . oonoerns the struggle o7 individuals to 
free themselves from the cells of their being— 
to achieve communication with other individuals 
similarly imprisoned and to identify themselves 
in some way with something bigger than and 
outside themselves.0 
Mr. Evans seems to be saying that since the characters 
are clearly isolated within their own "cells of being," 
they must, quite logically, be seeking "release In love 
from the bondage of self ...."' Indeed, this reasoning 
does seem logioal enough in terms of our own, everyday 
world in which communication is the opposite of and cure 
for isolation. But Mrs. MoCullers' fictional world is 
not logioal in quite that way.  Communication is not 
attempted and does not even seem to be a possibility. 
This is not to say, however, that these characters seek 
nothing, but rather that what they seek is totally within 
themselves.  Cut off from other people, isolated as they 
are, not physically but "spiritually" or "morally," however, 
they seek fulfillment within their own inner worlds. 
601iver Evans, The Ballad of Carson MoCullers; A 
Biography (New York, 1935). p. *3. 
7Ibld., p. >*5' 
6 
Mr. Evans concludes his sentenoe by stating that 
these characters "seek release in love from the bondage of 
self, but, slnoe it is 'natural' for most men to think and 
act selfishly, their oapaoity for love is limited." Cer- 
tainly the characters in The Heart Is a Lonely Hunter act 
selfishly, even more so, I think, than is "natural"; and 
the capacity for love is not Just limited but non-existent 
in any generally accepted sense.  The passage most critics 
point to with respect to the selfishness of the various 
characters and their basic Inability to oommunlcate with 
one another occurs when four of the five major characters 
accidentally meet in Singer's room and find themselves 
totally unable to oonverse.  As Horace Taylor puts it: 
What is revealed in the incident is the uncon- 
soious but utter selfishness of these people. 
Eaoh of them is solely conoerned with the 
pouring out of his own inner compulsions to 
Singer.8 
Furthermore, Singer, as we have noticed, understands 
little if any of the "out-pourings" with whloh he is 
afflicted.  Careful consideration of this passage yields 
two particularly important points: (1) the characters 
do not attempt to communioate with one another, and 
(2) they do not even try to oommunlcate with Singer as 
Horace Taylor, "The Heart Is a Lonely Hunter: A 
Southern Waste Land," ln""5iudlee in Amerloan Literature, 
ed. Waldo MoNeir and Leo B. Levy "(Baton Rouge, I960), 
P. 157. 
they appear to do at earlier points In the book when they 
are alone with him.  In this soene the four characters are 
together at the same time, and the outcome of the meeting 
is indeed revealing. Singer is unable to understand what 
is wrong; he thinks: 
Always each of them had so muoh to say.  Yet now 
that they were together they were silent.  When 
they came in he had expected .... this to be 
the end of something. But in the room there was 
only a feeling of strain.9 
A  few lines later the following description is provided: 
"Each person addressed his words mainly to the mute.  Their 
thoughts seemed to converge in him as the spokes of a wheel 
to the oenter hub." (180) 
These lines have been referred to by several critics 
to illustrate Singer's central position in the struoture 
of the novel as well as the selfishness of the characters, 
and Indeed both aspects of character and struoture are 
closely related.  The characters do seem drawn toward 
Singer, and it is thus possible to assume he is the major 
charaoter in the novel.  At the same time, the question 
of Just why these characters are so attraoted to Singer 
is raised, for it is precisely this attraction that has 
apparently led some crltlos to assume that Copeland, 
Blount, Mick Kelly, and Biff Brannon seek communication 
^Carson MoCullers, The Heart Is a Lonely Hunter 
(New York, 196l), p. 179. "p11 other quotations cited 
in text.J 
or something beyond themselves.  This puzzle can be 
resolved, however, for the characters are not really 
attracted to Singer as a person but only as reflections 
of themselves. As John Vlokery puts It, the characters 
are drawn to Singer "unaware that what they see Imaged 
In the deaf-mute Is their own alter-ego, their own perfeoted 
and fulfilled self."   They use Singer as "a private 
walling wall"  through which they can find release but 
not communication; they can achieve some Illusion of 
self-fulfillment through Singer, but they oannot, and do 
not try to, break from their Isolation. 
The Interpretations provided by John Vlokery, 
Hugo MoPherson, and others open doors to an alternate 
approach to the novel—an approaoh that recognizes that 
whatever Isolation may be evident Is not resultant from 
frustrated efforts at communication. Horace Taylor, for 
example, asserts that "Singer Is an Illusion . . . that 
each of the characters oreates to satisfy his own desperate 
emotional needs."12 Taking this line of Interpretation 
as a starting point, Klaus Lubbers goes so far as to state 
that the theme of The Heart Is a Lonely Hunter Is not 
Isolation at all.  "The main theme ... Is not the social 
10 
11, 
Vlokery* P« !6. 
Hugo MoPherson, "Carson HoCullers: Lonely 
Huntress," Tamarack Review, No. 11 (Spring 1959), 33. 
12Taylor, p. 155. 
problem nor Is It primarily that of human isolation.  It 
is rather the question of truth and illusion (or disillu- 
sionment). „13 The conflict of illusion and reality 
corresponds direotly with the oonfliot of subjective 
and objective worlds.  The characters do seek to create 
subjective dream worlds of illusion rather than true 
inter-relationships in the objective, everyday world. 
This basic oonfliot which underlies all the aotlon In 
the novel is illustrated best by Mick Kelly's progression 
from dream world to harsh reality—a progression that 
seems sad and pessimistic to some oritios but which, 
I think, Indicates the admirable strength and vitality 
of her oharaoter.  Mick is the only oharaoter to experience 
fully this dream world and yet escape from it. 
"^Klaus Lubbers, "The Necessary Order: i Study 
of Theme and Struoture in Carson MoCullers' Fiotlon," 
Jahrbuoh fur Amerlkastudlen. VIII (1963). 191. 
CHAPTER II 
MICK KELLY AND THE DISTINCTION BETWEEN 
SUBJECTIVE AND OBJECTIVE WORLDS 
The distinction between subjective and objective 
worlds is more than verbal aorobatios and more than just 
an attempt to set up some theoretioal basis upon which to 
approach the novel.  Although the aotual terms "subjective" 
and "objective" are not used by Mrs. MoCullers, she is very 
explicit about the duality of her fictional world.  She 
metaphorically refers to this duality through Miok Kelly's 
"Inside" and "outside" rooms.  Miok is used throughout 
the novel to contrast with the other characters and to 
underscore the major themes.  In this sense, in fact, 
Miok Kelly can be seen as the central oharaoter in the 
novel, both in terms of structure and theme, rather than 
John Singer. Early in the book she is continually oonoemed 
with having her own separate room so that she may have 
some prlvaoy from her family and the boarders. Later In 
the novel the significance of this desire for a private 
room is suggested.  Suddenly, in the middle of a conversation 
with her younger brother, Mick retreats into her subjective 
dream world: 
She sat down on the steps and laid her head 
on her knees.  She went into the Inside room. 
11 
With her It was like there mis two places—the 
Inside room and the outside room.  Sohool and 
the family and the things that happened every 
day were In the outside room. Mister Singer 
was In both rooms. Foreign countries and plans 
and muslo were in the Inside room. The songs 
she thought about were there. And the symphony. 
When she was by herself In this Inside room 
the muslo she heard that night after the party 
would oome back to her.  This symphony grew 
slow like a big flower In her mind.  During the 
day sometimes, or when she had just waked up 
in the morning, a new part of the symphony would 
suddenly oome to her. Then she would hare to 
go Into the inside room and listen to it many 
times and try to Join it into the parts of the 
symphony she remembered. The inside room was 
a very private plaoe.  She could be in the 
middle of a house full of people and still feel 
like she was locked up by herself. (138-39) 
The passage is long, but the speoiflo wording deserves 
attention.  The outside room for Mick is oomprised of 
everyday people, things, and events.  She herself is part 
of this objective landscape, but she Is also set apart 
from the external world by her potential to enter her 
"inside room," or subjeotive world, which contains her 
dreams for the future and her creative identification 
with music  She is in both worlds simultaneously; 
consequently, she oan be with other people and yet feel 
"looked up by herself" in her own inner world.  In this 
sense, she oan be alone in a crowd.  It is significant 
that Singer, like Mick, oan be simultaneously in both 
the objeotive world and her subjeotive world. 
The tension between these two worlds provides the 
central conflict for Mick, and Mrs. MoCullers has used 
12 
this conflict within the adolescent, somewhat Impertinent 
yet very sensitive tomboy to emphasize the same oonfliot 
which, with some variations, drives all the other major 
characters. An indication of this inter-relatlonshlp 
is suggested when Miok is described as imagining herself 
together with famous people Ice-skating in her dream 
world.  Singer is with her, and when he falls through 
the ioe, she saves him "without regard for peril. ■ (83) 
Thus she fancifully sees herself as a savior much the 
same as do other characters in the novel, and this role 
is dependent on the division between these two worlds 
symbolically suggested early in the novel as Mick perches 
on the peak of a house under construction. High above 
the everyday world, she enters her "inner room." Standing 
on the roof, Miok feels exhilarated and thinks, "There was 
something about getting to the very top that gave you a 
wild feeling and made you want to yell or sing or raise 
up your arms and fly." (28) This feeling of abandon leads 
her Into her personal "inner room" of thoughts, and at 
the same time she is led to question her own identity, 
though of course she does not realize the Import of her 
thoughts.  She thinks of her Initials, M. K., which she 
plans some day to have written on the door of her Packard 
automobile, embroidered In red on her handkerchiefs and 
underwear,and so on. ifter climbing down from the roof, 
she enters the empty house and writes the names of famous 
13 
people on the walls together with her own initials. 
It Is significant that these various elements are 
all bound up together In one Important scene.  In Hick's 
"Inside room," her subjective world, are her Ideas about 
music as well as her fanciful, child-like dreams of being 
famous and her sub-conscious concern with her own identity; 
in turn, these dreams and thoughts are associated with the 
construction of the empty house, which foreshadows the later 
sealing-off of Mick's subjeotive world.  The construction 
of the house is nearing completion, at whioh time the 
"carpenters would leave and the kids would have to find 
another plaoe to play." (28) A  little later Mlok thinks, 
"But no matter how many Keep Out signs were put up, they 
couldn't run kids away until the house had been painted 
and finished and people had moved in." (30-31) When the 
people move in, the house, too, will become a part of 
the objeotlve, everyday world, and Mick will not be able 
to esoape there by herself. While the house is empty, 
Mlok can make of it what she will—and do the same with 
herself, too. 
A  sequence of descriptions later in the novel 
also illustrates quite dearly the contrast in Miok's 
life between inner and outer worlds and the dlreot 
oorrespondenoe of this oontrast to the conflict between 
youth and adulthood whioh she experiences.  Mlok Is 
an adolesoent caught between these two worlds Just as 
1U 
she is caught in and vacillates between Inner and outer 
worlds. This conflict comes into foous when Mick gives 
her first "adult" party.  She dresses in a manner appropriate 
to the occasion, if not quite appropriate to her youth and 
her boyish personality—"somebody different from Mick Kelly 
entirely." (91)  She goes for a walk around the block with 
Harry Minowltz, only to find, upon returning, the party 
disrupted by younger, uninvited children who "bellowed 
and ran and mixed with the invited people—in their old 
loose-legged knickers and everyday clothes." (96)  Mick 
is caught in the swirl; unable to keep up her adult faoade, 
she Jumps in a muddy ditch. Finally, after returning home, 
she yells to her guests, "Everybody go homei The door 
is shut!  The party is over!" The episode of the party 
is a crushing blow to Mick's illusion of self-importance 
represented in the earlier soene at the construction 
site, for Miok is revealed as being Just her young, tomboy 
self despite how she dresses and how she tries to picture 
herself.  Hick's inner world does not crumble yet, but 
its demise is onoe again foreshadowed. 
Before the party, when she is dressed up like an 
adult, Miok feels like someone other than herself, but 
later she enters her subjeotive world and seems to 
experience a moment of self-identity.  She leaves the 
house, walks about the neighborhood, and stops at a 
house she has visited before where the residents play 
15 
the radio.  Sitting outside on the grass, she thinks "what 
a rery fine and seoret plaoe it is." (99) When the musio 
starts on the radio, she withdraws into her inner world 
and wonders: 
How did it oome? For a minute the opening 
balanced from one side to the other. Like a 
walk or maroh. Like God strutting in the night. 
The outside of her was suddenly froze and only 
that first part of the music was hot inside her 
heart.  She oould not even hear what sounded 
after, but she sat there waiting and froze, with 
her fists tight,  ifter a while the music came 
again, harder and loud.  It didn't hare anything 
to do with God. This was her, Mlok Kelly, 
walking in the daytime and by herself at night. 
In the hot sun and in the dark with all the 
plans and feelings. This music was her—the 
real plain her. (100) 
This passage is significant beyond the simple beauty 
of the description. Compared to the earlier scene when 
Mlok is perohed on the roof of the new house, this passage 
seems much stronger and more meaningful. What is described 
is not Just a fanolful kid sorlbbling Initials and names 
on walls and dreaming of future fame and fortune.  Instead 
the reader catches Mlok at a rare moment of epiphany--a 
moment when she feels a sudden identity with ererything 
around her.  The wording of the description lndloates that 
the opposing forces of youth and maturity are suddenly 
brought together, at least in Miok's own mind. Like the 
musio, she seems "balanoed from one side to the other." 
She feels both her daytime ereryday self and her nighttime 
"inner-room" self united through musio into "her—the real 
16 
plain her."  Whether this momentary balance of conflicting 
forces Is really an illusion in Mick's own mind or whether 
this moment of Identity is as valid as the preolse descrip- 
tion leads one to feel, the final outcome is the same. 
Even if Mick does find herself, she is, as an adolescent, 
changing, and so she must keep re-finding herself as 
she progresses.  She suooeeds, it seems, in finding her 
real self onoe again, at the end of the novel, but it 
Is a different self in muoh less poetio olroumstanoes. 
The problems of the everyday world inorease for 
Mick, but she is still able to escape into her Inside world. 
When her parents become poorer, she no longer gets lunch 
money and has to stop her music lessons; but she still 
is able to find some escape for herself for she thinks 
that "this was in the outside room.  It had nothing to 
do with muslo and foreign countries and the plans she 
made." (20*f) Mr. Singer, with whom she feels she shares 
a secret, is also in this dream world.  She thinks that 
now "there was this secret feeling between them.  She 
talked to him more than she had ever talked to a person 
before" because although "the other people had been 
ordinary, Mr. Singer was not." (207) She makes the man 
of mystery into a part of her dream world, as do Jake Blount, 
Dr. Copeland, and others.  She imagines him with her "in 
a foreign house where in the winter it would snow." (20?) 
Through all this her sohizophrenlo life seems to polarize 
17 
more and more and more toward some climactic moment. The 
pressures of the outside world become stronger, but so 
does Mick's ability to retreat into her own private world. 
The moment of crisis finally ooours, not with 
Singer's suioide, as some critics suggest, but through 
sexual initiation.  Mick becomes friendly with Harry 
Mlnowltz, a boy In the neighborhood, and they talk together 
about Fasolsm; they push and play around like children, 
but some time later Mlok takes a more serious interest 
as she thinks that "it was true that he had grown to be 
a very good-looking fellow." (220) They deolde to go 
swimming together one Sunday, and what begins as a plonio 
ends with sexual relations. Afterwards, on the way home, 
they try to understand what has happened, and Miok asks 
Harry if he oan see any difference in her eyes; he nods 
affirmatively. Miok does feel herself to be different. 
"She felt very old, and it was like something was heavy 
Inside her.  She was a grown person now, whether she 
wanted to be or not." (236) 
Mrs. MoCullers thus goes to considerable trouble 
to indioate the importance of this turning-point in Mick's 
life, though some oritlos, falling to take proper aooount 
of Miok's oentral importance in the novel, seem to miss 
the significance of this sequenoe of events. The importanoe 
is beyond that of ordinary sexual Initiation, for it is 
this moment that breaks her limbo suspension between 
18 
adulthood and childhood. After her encounter with Harry 
(and still before Singer*s death), she begins to reject 
her Inside room and finds that she must be around other 
people all the time.  She ooouples her thoughts not with 
plans and music as she did before but by turning to 
objective things like numbers and figuring, and "the 
numbers mixed themselves up in her brain. And the snow 
and the foreign land were a long, long time away." (262) 
The deterioration of Miok's subjective world is portrayed 
symbolically as Mick lies in bed afraid during the night- 
time a time she had in the past embraoed and associated 
with her inner world. She feels claustrophobic and 
wonders: 
How would it be if the house fell apart.  Onoe 
her Dad had said the whole plaoe ought to be 
condemned.  Did he mean that maybe some night 
when they were asleep the walls would orack 
and the house collapse? Bury them under all 
the plaster and broken glass and smashed 
furniture? So that they could not move or 
breathe? (26?) 
Miok's thoughts In this passage call the reader's attention 
to the earlier description in whioh the house under con- 
struction is associated with Miok's dream world of plans 
and musio, and the oontrast between Miok's youthful 
enthusiasm and swagger In the first passage and her fears 
In the seoond is striking. At the same time that her 
inner world is falling apart, Mlok begins to feel a need 
for some sort of relationship beyond herself beoause "at 
19 
night she was by herself in the dark and figuring was not 
enough.  She wanted somebody." (267) She feels a need 
to talk to Singer rather than Just imagine him in her 
dream world.  She begins to follow him around, hoping 
that he will "let her understand" something even if he 
oannot talk to her.  Singer, who is earlier described 
as being both in her inside and outside worlds, now 
beoomes the person Mlok olings to as her inner world 
falls away. 
Her initiation into the objeotive world is oompleted 
when she decides to take a job at the local flve-and-dlme 
in order to help support the family. She understands that 
she will be trapped into working in the store indefinitely 
rather than Just for the summer, as she at first tries to 
pretend, but she still volunteers to work.  It is as though 
the decision has already been made for her-as though once 
sealed off from her nighttime dream world of music and 
plans she is committed entirely, to the everyday world 
of work and responsibility, for that, it seems, is all 
there Is left.  She thinks to herself. "That was the way 
things were." (272) The irrevocability of her position 
is symbolically emphasized before Singer commits suicide. 
She waits on the porch to tell Singer that she is taking 
the Job, but when he does not show up. she becomes afraid 
of the dark once again and runs home.  The inner world 
not only is walled off from her but also, it appears, she 
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is afraid, of this inner room she used to treasure so much. 
The most explicit statement of Mick's final position 
in the everyday world is contained in the nezt-to-last 
chapter of the novel.  She finds herself unable to believe 
two things: that Singer is dead and that she is grown 
up and working. Though she may have trouble finding some 
meaning 'or these two facts, she is, in truth, able to 
aocept them rather stoically.  She is the one to dlsoover 
Singer's blood-stained body.  She is the one who oontlnues 
to work eaoh day, to sleep at night "like she was supposed 
to," to count her pennies, worry about the run in her 
stooklng, wear earrings, and generally ooncern herself 
with very ordinary, everyday problems.  She is revealed 
as a very different person from the Mlok Kelly of a year 
ago.  The final realization of this ohange whioh has been 
gradually taking plaoe Is spelled out in relation to 
subjeotive and objective worlds In one very explicit 
paragraph.  As Miok sits in the New York Cafe eating 
ioe oream and drinking a nlokel beer, she briefly puzzles 
over the problem: 
But no muslo was In her mind.  That was a 
funny thing.  It was like she was shut out from 
the Inside room [Ttallos mlnej.Sometimes a 
quick litlieTune would oome and go—but she 
never went into the inside room with musio like 
she used to do. . . . When she used to oome 
home from sohool she felt good and was ready 
to start working on the muslo.  But now she 
was tired. At home she Just ate supper and 
slept and then ate breakfast and went off to 
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the store again. A  song she had started In her 
private notebook two months before was still not 
finished. And she wanted to stay In the Inside 
room but she didn't know how.  It was like the 
Inside room was looked somewhere away from her. 
A  very hard thing to understand. (301) 
The faot Is that Mick does not fully understand. She 
thinks that the reason there Is no musio or Inner world 
for her Is that she Is simply too tired.  But It is olear 
to the reader that more is involved. After all, the "inner 
room" is sealed off from Miok before she ever takes the 
Job at Woolworth's.  In faot, this movement from inner 
to outer worlds dates from her sexual Initiation that 
afternoon in the oountry.  But it is dlffloult to take 
this sexual experience as the sole cause of the sealing-off 
of Mick's dream world; instead, this event is simply a 
turning point in the larger prooess that dominates all 
of Mick's story--a prooess of movement from childhood to 
adulthood, from inner to outer worlds.  She takes a first 
tentative step Into this outer world the night of her 
party, and throughout the rest of the novel she progresses 
further until she realizes that she oannot turn baok. 
The reader may remain puzzled, as does Miok, at 
the end of the novel. She does not seem to have aohieved 
muoh of a victory, particularly when one considers that 
the inner room from whioh she Is eventually barred contains 
her musio—something more significant than idle dreams 
and fanoles.  One may recall, too, that night after the 
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party when Miok sits in the yard outside a neighbor's 
house and reaches a moment of epiphany while listening 
to the music over the radio. What happens to "the real 
plain her" Mick Kelly? Indeed, if there is any ideal 
balance between worlds, this scene represents it. 
This ideal is achieved for only a moment and then 
lost forever, and this would be a grave tragedy if the 
force of this realization were not mitigated by a oertaln 
admiration for Mick's pluok at the end of the book.  Life 
may not be very sympathetic or appealing, but there is 
nothing to do but face it, the author seems to suggest. 
Better to have the courage to thrust oneself wholly 
into the everyday world than to try to ollng to a past 
dream world that is, after all, an illusion.  Mlok»s 
muted acceptance of these conditions is indicated by 
the frequently recurring phrase "O.K." in the latter 
part of the novel. Mick wants Singer to tell her that 
her new Job at Woolworth's sounds "O.K." She goes to 
the cafe after work so "she might feel O.K." and then 
eats a sundae that "was O.K., oovered all over with 
ohooolate and nuts and cherries." And finally she thinks, 
even though she feels somehow oheated, that things might 
. . . turn out O.K.  Maybe she would get a 
ohanoe soon. Else what the hell good had it 
all been—the way she felt about musio and 
the plans she had made in the inside room? 
It had to be some good if anything made sense. 
(302) 
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She concludes that It was all "some good." 
The reader may be able to aocept Mlok's story on 
Its own terms, but he may rightly wonder what relationship 
these events have to the rest of the novel. The relation- 
ship is, in faot, very olose, and the importance of Mick's 
progression, stage by stage, from subjeotlve to objective 
world, has been generally underestimated. Mick's story 
not only establishes the basic conflict of inner and outer 
worlds—a conflict of illusion and reality, ultimately, 
as Klaus Lubbers suggests—but it also sets the pattern 
of progression from one world to another.  It is precisely 
this progression that three of the other four major 
characters try to reverse.  If Mick successfully reconciles 
herself to the everyday world, Jake Blount, John Singer, 
and Dr. Copeland do not. All three try to progress 
backward out of the everyday world and Into a subjective 
world of illusion whloh corresponds to Mlok's Inner room. 
Mick, then, establishes the normal oourse of development 
against which the abnormal and self-deoeivlng characters 
can be evaluated. And Miok Kelly herself is an answer 
to those oritics who find Mrs. MoCullers' fictional 
world too dark, Gothic, and freakish. 
CHAP-TEE III 
BLOUNT, COPELAND, AND THE "IRONIC PARABLE OF FASCISM" 
Mlok's story provides a key to the puzzle of why 
Jake Blount and Dr. Copeland are drawn to Singer.  Both 
of these soolal aotlvists could find others to talk to, 
and Indeed they do, though with little praotloal result; 
yet they turn to Singer, who cannot hear and cannot talk. 
Blount, the Marxist agitator, turns to Singer who Is so 
passively sympathetic as to seem anything but a potential 
revolutionist.  Dr. Copeland, a Negro who has been exposed 
to the Intolerance and brutality of white society, finds 
understanding not among his own people but with John Singer. 
It Is not just Singer's handloap, then, that makes him 
an unlikely souroe of attraction for Copeland and Blount, 
and there is a profound sense of irony surrounding these 
characters—an irony that becomes apparent early In the 
novel when Blount buttonholes Singer in the New York Cafe 
and pours out a string of drunken monologues to the mute. 
Not knowing that Singer is deaf. Jake says to him, "You're 
the only one in this town who oatches what I mean. . . . 
I know you understand the things I want to mean." (19) 
It is not until the next afternoon when he wakes in Singer's 
apartment that Jake learns of Singer's handloap.  Later, 
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after he has looated a job, he sits down by the side of 
the street and starts speaking aloud to himself.  He thinks 
that this Is "good talk," and the sound of his own voice 
gives him "pleasure." Then suddenly he feels an urge to 
return to Singer's room and tell his thoughts. He thinks, 
"It was a queer thing to want to talk with a deaf-mute. 
But he was lonesome." (55) He does return to Singer's 
room to talk, however, and the subject of his comments 
turns to precisely his own Inability to get his Ideas 
across to other people.  He feels he has the answer to 
the social evils of soolety through his Marxist Ideology. 
He Is convinced he Is one of the few people who has the 
solution. As he states In the earlier soene at the oafe, 
"I'm one who knows.  I'm a stranger In a strange land"; 
and then to Singer, "There are those of us who know and 
those who don't know. . . . when us people who know run 
Into eaoh other that's an event.  It almost never happens." 
(19) Thus he Immediately Includes Singer with himself as 
the "knows" set In opposition to, and evidently Isolated 
from, the mass of "don't knows." Like Mlok, then, Jake 
thinks he shares a sort of seoret with Singer, who really 
knows nothing about what Is going on. The Isolation 
apparent In Jake's arbitrary division of people beoomes 
clearer In the later soene when he asks what one oan do 
when he "oan't make the others understand." The others, 
the great mass of people, he refers to as "blind, dumb. 
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and blunt-headed—stupid and mean." (59) 
The irony of Jake's apparent efforts to communicate 
with Singer Is underscored by Jake's inclusion of him 
in the "knows" as opposed to the "dumb" other people. 
Singer, though he can read lips, understands little of 
Jake's slurred speeoh, as is revealed in one of the mute's 
letters to his friend Antonapoulos. He writes that Jake 
sometimes "speaks such a crazy language that 1 cannot 
follow. ... He thinks he and I have a secret together 
but I do not know what it is." (183) Yet it is neoessary 
to understand more than simply this surfaoe irony in order 
to appreoiate the complexities of Jake's attraction to 
Singer.  Mrs. MoCullers goes to some trouble to show the 
reader that Jake himself realizes that talking with Singer 
is "a queer thing." Even after Jake realizes Singer's 
handicap, he still talks to him.  In faot, when Jake first 
starts speaking to Singer in the cafe, he seems to be Just 
la toning on to the only person who will sit still for him; 
and one senses that any. person would serve Jake equally 
well.  It is only after Jake learns that Singer is deaf 
and dumb that his real attraction starts to develop. 
Like Mick's gradual progression from subjective world 
to objeotlve world, Jake's attraction to Singer and his 
closely related withdrawal into his subjeotive world is 
a slowly vegetating thing. Gradually he finds himself 
pulled Into himself, and Just as Mick's development is 
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keyed to certain more or less external events and specific 
turning points, so Is Jake's regression.  One suspects 
that It Is In answer to the frustrations of the everyday 
world that Blount oreates his Illusory world of pseudo- 
communication with Singer.  Knowing that Singer cannot 
hear and cannot speak, Jake Is thus free to make of him 
what he will.  It Is not surprising that he makes Singer 
Into an understanding person--one of the "knows"—beoause 
that Is what Jake needs most and because that Is the way 
he sees himself. 
As Jake Blount moves away from the objective world, 
the Irony of his position grows.  In one Important scene, 
for example, he fervently explains to Singer his Insights 
Into society: 
But say a man does know. He sees the world 
as It Is and he looks baok thousands of years 
to see how It all come about. . . . But the 
main thing he sees Is that the whole system 
of the world Is built on a lie. And although 
It's as plain as the shining sun—the don't-knows 
have lived with that lie so long they Just 
can't see It. (131) 
At this point, of course, Jake himself has already begun 
to live a lie; he Is himself striking off Into his Inner 
world of Illusion, using Singer as the objeot of this 
effort at some sort of self-fulfillment In his personal 
dream world.  Jake becomes more and more alienated from 
people as he beoomes more attraoted to Singer.  He gets 
drunk at one point later In the novel and bellows Into 
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the darkened street, "You dumb dumb dumb dumb bastards. 
You dumb dumb dumb dumb--" (244)  After challenging 
everybody within hearing to a fight, he runs to Singer's 
room and falls down on the floor to sleep. He seems 
completely at odds with those people he says he wishes 
to save, and he symbolically retreats to his dream world 
when he seeks out Singer's room as a plaoe of refuge. 
The final turning point In the dual process of alienation 
and growing Illusion ooours when Jake Blount meets with 
one of the "knows" who. In fact, does share the same 
general understanding of society. Jake and Dr. Copeland 
end up by rejecting each other, however, and for Jake 
this represents the oomplete loss of any possibility for 
communication In the objective world. He Is too tied up 
In his own mind, his own subjeotlve world, to try seriously 
or even to want to oommunloate.  When toward the end of 
the book violence and hatred break loose at the oarnlval 
where Jake works, It Is not surprising that he Joins In 
the fight, swinging wildly, not seeing whom he hits, and 
with "senseless words" spinning In his mind.  It seems 
as though he Is headed toward total self-destruotlon, but 
he Is saved, In a sense, by Singer's suicide.  With Singer 
gone, Jake finds no easy retreat Into his dream world, 
and he leaves the town with at least some hope within him, 
though It Is doubtful whether he fully understands what 
has been happening to him. 
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Jake's process of self-withdrawal Is duplicated, 
with some exceptions, by Dr. Copeland, who has also 
experienced frustration In attempted communication of 
his "message" to his people. Even about his own family 
he thinks that he "had talked so much In the years before 
to his children and they had understood so little that 
now there was nothing at all to say." (71) He tries to 
better his race and feels that he has the "real true 
purpose" and has been selected to teaoh his people.  Thus, 
like Jake, he feels he Is somehow apart from the masses, 
that he has something to give them; and like Jake, too, 
his development Is away from his people, away from the 
objeotive world of sooiety and into his own mind.  Copeland 
differs from Blount, however, because he does seem more 
slnoere in his attempts at communication early in the 
novel.  He seems to be nearly successful when he gets 
the full attention of the Negroes attending his annual 
essay-award party; the group beoomes caught up In the 
dootor's words and applauds when he finishes.  But even 
Copeland wonders whether these people really understand 
sinoe at one point they interrupt his speeoh with orles 
(quite oontradlotory to the Marxist message) of "Save usl" 
and "Hallelujahl Save us, Lord!" (165) The whole speeoh 
seems doubly futile sinoe Dr. Copeland Is very ill and 
there Is no one to take his plaoe as teacher exoept 
Lanoy Davis, who is killed at the carnival riot.  So 
Copeland comes to Singer and speaks of his efforts to 
enoourage birth oontrol among his people.  He speaks, too, 
of the pride he feels for his race: 
Beaten and chained and sold on the blook, the 
least of these strong ones perished again. And 
finally through the bitter years the strongest 
of my people are still here.  Their sons and 
daughters, their grandsons and great grandsons. 
(119) 
And, as with Jake, the irony in Copeland's message grows. 
It is ironic first that he comes to Singer with this 
message, and also because of the vast dichotomy between 
his race as he describes it, made strong through the 
ordeals it has had to survive, and his race as he sees 
it in the real world—a raoe beaten and trod upon, seeking 
supplication and failing to oomprehend his message.  The 
oonfliot between his illusions and the realities is too 
great, it seems, and in his weakened oondltlon, frustrated 
with his life, he too retreats further into a dream world 
and oomes to Singer, who he feels has the knowledge of 
"a raoe oppressed." But Singer, of oourse, has no more 
understanding of Copeland's real, true purpose than he 
had of Jake Blount's Marxist theories.  Singer's only 
oomment in his letter to Antonapoulos Is that "this black 
man frightens me sometimes. His eyes are hot and bright." 
(183) 
The irony of Copeland's position reaohes a olimax 
in the last part of the novel when, a siok and defeated 
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man. as trod upon as the rest of his raoe, he eohoes 
precisely the stubborn inability to aot which he had 
fought against in his people. His daughter tries to 
get him to leave the house for his final ride to the 
family farm, but he "will not be hurried." He says, 
"Just let me be.  Kindly allow me to sit here in peaoe 
a moment." (281) AB  he oontlnues to rook himself in 
his chair and stare around him at his empty quarters, 
the symbolic value of the house onoe again, as with Mick, 
becomes evident.  Dr. Copeland's dream world is indeed 
empty now, his dreams shattered. And If his defeat seems 
harsher and more final than Jake's, if this final scene 
does represent the end for Copeland with no suggestion 
of another beginning, at the same time the Negro dootor 
at least briefly makes an effort to oome to grips with 
what has happened to him. He seems to realize onoe, 
clearly, something of his shortcomings: "I have done 
those things whioh I ought not to have done," he thinks, 
"and left undone those things whioh I ought to have done. 
So this oannot truly be the end." (282)  It is the end, 
the reader senses, despite Copeland's assertion that he 
will return soon, and despite the faot that he still feels 
a glimmer of the old fire within himself. Though he wishes 
to speak aloud as he is bounoed about In the wagon leaving 
town, he Is unable to find the strength to raise himself, 
and he realizes that "there was no one to hear him." (287) 
32 
Though Copeland seems to realize his failure at 
the end of the novel, he does not achieve a full under- 
standing any more than Jake of just what has happened 
to him and Just why he has not been successful. He falls 
to realize that, like Jake, he really gave up any attempt 
at true communication long before.  Even at the very end, 
Copeland still thinks back on Singer as the "white man 
who was not Insolent or scornful but who was Just" and 
on Jake Blount, the man with whom he had the most In 
common and the most to talk about, with hatred and 
"murderous darkness.** (284) But with an understanding 
of the basic oonfllot of objeotlve and subjective worlds, 
the reader realizes that both men delude themselves. 
Their words are meant not for anyone but themselves. 
They seek out Singer because he gives them the pretense 
upon whloh they can build their own dream worlds. 
The terms "object" and subject" may help to explain 
something of the nature of the lack of oommunloatlon and 
oonoomaltant Isolation evident In these oharaoters. When 
they create their private, subjective worlds, they are 
Illustrating only a selfish awareness of themselves as 
subjeots.  Mlok does this early in the book; she feels 
herself at the oenter of their world, and she admits no 
one else (save Singer) to this dream world.  Were Jake 
and Dr. Copeland Interested In true oommunloatlon, they 
would treat those others around them as subjeots tooj 
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they would show compassion and love and assume that 
others were plagued with similar frustrations and hurts 
and hopes.  But these would-be social reformers display 
no real oompasslon.  True, Jake Is appalled at the misery 
and hardships he finds In the mill town, and Copeland Is 
obviously upset at the conditions of his people; but 
neither one shows the sympathy one would ezpeot.  Both 
take these Injustices to be some sort of affront to their 
own sensibilities—as a personal Insult to their own 
Ideas of reform.  Both are so looked within their little 
subjective worlds that they treat others as mere objeots 
to be directed about rather than as feeling, thinking, 
and suffering people like themselves. Thus Dr. Copeland, 
who pretends to seek deliverance In this world for his 
people, cannot even get along with members of his own 
family because they have refused to fit Into the pattern 
he would have them follow. Jake, when laughed at by men 
to whom he Is trying to preaoh the message of Marxist 
economlos, also beoomes personally insulted and adopts 
an attitude at least as antagonistic as those mill owners 
whom he derides. He angrily retorts to the mill hands, 
"Laugh that's all you're good for.  I hope you sit there 
and snioker 'til you rotl" (57) 
In a very real way, what both Jake and Dr. Copeland 
do is make gods of themselves within the oells of their 
own minds.  Unable to meet the challenge of the everyday 
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world as Mlok at least partially does, they try to fulfill 
their ideals within a self-manufactured world of Illusion. 
From this Inner world they bar most human emotion, and 
they find security through the self-supporting fabrlo 
of their economic and social theories. It is a comfortable 
world in which all the answers seen obvious, all the 
problems solvable; but it Is a false world that is doomed, 
for both men are ultimately unable to esoape reality. 
Despite the Jealousy with which they guard their respective 
worlds from eaoh other and despite the eagerness with 
which they oling to Singer as a means of continuing their 
illusions, they are no more able to maintain their inner 
worlds than is Mick.  In the final analysis they become 
gods of nothing at all. This is what both men, in the 
end, fall to comprehend.  Even though their private worlds 
are destroyed, they still refuse to oonfront squarely 
their positions In the everyday world, at the end of 
the novel, Jake leaves and is described as having "hope 
in him, and soon perhaps the outline of his Journey would 
take form." (299) But as with Dr. Copeland, the reader 
doubts if Jake can ever be successful in fulfilling his 
soolal theories for he is not really Interested In that 
sort of fulfillment, it best he will only suooeed In 
creating a temporary structure in whioh he can shelter 
himself once again. 
The overwhelming tragedy and irony surrounding 
«« 
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these two characters has not been fully appreciated. 
There is a tendency to see Jake Blount and Dr. Copeland 
(because of the aoouraoy of the evils eaoh sees in sooiety 
and because of the obvious need for some of the solutions 
they seem to advocate) as being well-intentioned men 
who are simply unable, due to the general inertia of 
sooiety, to oarry out their plans.  Their tragedy, however, 
lies not with the failure In this sense but In their 
self-deoeption.  The additional Irony of their position 
is that though they see so muoh of what is wrong In 
sooiety, they are unable to see the falseness of their 
own lives.  They are lnoapable of perceiving that they 
themselves duplioate, in a personal way, muoh of the 
selfishness and lack of compassion they deory in society. 
In connection with this, I am reminded of a puzzling 
description of The Heart Is a Lonely Hunter offered by 
Mrs. MoCullers herself.  She desorlbes her book as "an 
ironic parable of fasolsm . . . presenting the spiritual 
rather than the polltloal side of the phenomenon."  Most 
orltlos refer to this description either not at all or 
as making little sense.  Chester Eislnger states, "The 
comment makes sense only if we assume that the economios 
of oapitallsm and the racial praotloes of the South 
Xas quoted by Oliver Evans, The Ballad of Carson 
MoCullers; A  Biography (New York, 19o6), P. *3. 
"a 
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suggest to her the barbarism of fascism."2 Oliver Evans, 
In an apparent attempt to olear up the question, suggests 
that although 
. . . this description of the novel Is Indeed 
misleading In the sense that It limits the real 
subject too narrowly, It Is possible If we think 
of Singer and Antonapoulos as leaders, blindly 
Invested by others with attributes In which they 
are only too conspicuously (for those whom they 
fall to hypnotize) lacking, for us to see the 
terrifying meaning of the parable: In this 
absurdly grim game of follow-the-leader, the 
ultimate leader, the power beyond the power, 
Is a lunatic * 
1 suggest that Mrs. McCullers1 description Is particularly 
apt and not nearly as limiting as even Mr. Evans seems 
to think, for he Insists on associating the Idea of 
fasolsm with leadership.  Mrs. McCullers, however. Is 
very careful In her phrasing; It Is spiritual fasolsm 
which she treats In her novel, and It is precisely this 
sort of fasolsm of the mind and heart that Is illustrated 
by both Jake Blount and Dr. Copeland and, as we shall 
dlsouss later, John Singer. These characters do Indeed 
make gods of themselves in their own minds. They set 
themselves and their dreams and plans and solutions above 
human understanding. They subordinate all others to 
their own worlds of illusions.  Mrs. MoCullers' novel 
2Chester E. Eislnger, "Carson MoCullers and the 
Failure of Dialogue," in notion of the Forties (Chicago, 
1963), p. 251. 
^Evans, loo, elt. 
*• 
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Is a parable of this sort of spiritual fascism, and that 
this parable is profoundly ironic is more than obvious. 
If there is any end to the long string of ironlo paradoxes 
surrounding Blount and Copeland, it is suggested by 
Mrs. MoCullers' own desoription.  These two sooial activists 
who unleash a cry for Justice and equality, who carry the 
banner of Marxist reform of the system, are themselves 
the bearers of a type of personal fascism that destroys 
the human spirit, and they, finally, are their own viotlms. 
This spiritual fasolsm seems far removed from the usual, 
political denotation of the word, and certainly Mrs. 
MoCullers uses the term in a very special sense.  The 
fasoism of whioh she speaks is a dictatorship of the mind 
In whioh the individual sets himself up as his own god, 
his own savior.  The result of suoh spiritual fascism is 
precisely the sort of riot whioh takes plaoe at the 
oarnlval.  When the fight breaks out, it is "every man 
for himself." (287) Jake Blount Joins this fight and 
feels "that he had let loose a wild, hard rhythm in him." 
(288) As Jake participates in the riot, the word "Christ" 
keeps turning in his mind. He does see himself as a 
savior, as his own god.  It is eaoh man setting himself 
up in this way, being "every man for himself," that 
ultimately leads to hatred and violenoe. 
■«« 
CHAPTER IV 
SINGER AND ANTONAPOULOS AS GOD-FIGURES 
Blount and Copeland oreate Inner worlds in which 
they are their own god-figures, and this prooess Is dupli- 
cated by Singer and Antonapoulos' one-sided relationship. 
Both characters are deaf mutes and may be drawn together 
by their similar conditions, but for Singer there Is another 
reason.  Through sign language he says much to his friend 
hut gets no reoiprooal attention and no indication of 
understanding: 
At home Singer was always talking to Antonapoulos. 
. . . With his thin, strong hands he told 
Antonapoulos all that had happened during the 
day. 
Antonapoulos sat back lazily and looked at 
Singer.  It was seldom that he ever moved his 
hands to speak at all—and then it was to say 
that he wanted to eat or sleep or to drink. 
. . . Singer never knew Just how muoh his friend 
understood of all the things he told him.  But 
it did not matter. (2) 
Just as Blount and Copeland seek out the one person who, 
through his handicap, cannot fully understand or reply, 
so too does Singer. Antonapoulos has the additional 
disability of a moronlo level of intelligence, and thus, 
despite Singer's efforts, there seems to be as little 
real communication between the two mutes as between the 
■"» 
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two social activists.  The most striking aspect of this 
relationship is not merely that the two—the one obviously 
intelligent, compassionate, and gentlemanly; the other 
an uncaring freak—are attracted to one another, but that 
it is Singer who needs Antonapoulos rather than the other 
way around.  This is exhibited later In the book as Singer 
goes out of his way to visit Antonapoulos at the asylum 
while the Greek cares more about the presents Singer may 
bring rather than about seeing his friend. 
Antonapoulos, in fact, does not even seem to care 
for Singer at all.  Their friendship is no more reciprocal 
than their "conversations," and It does not need to be. 
Antonapoulos pays little attention to Singer, and Singer 
In turn needs no response from Antonapoulos.  The relation- 
ship is illustrated when the two play chess. Singer's 
favorite game. By oareful relnforoing, Singer teaches 
his friend a few moves, though "the Greek never got on 
to the erratic movements of the klghts and the sweeping 
mobility of the queens." (3) ifter the first moves, Singer 
plays the game himself, moving both white and blaok pieces 
while Antonapoulos watohes.  It is not neoessary that 
Singer have a real opponent; he can play the game as long 
as he is seated opposite the Greek, who is able by his 
presenoe to fill the role of contestant In Singer's mind. 
This same phenomenon is evident in other aspeots of their 
relationship.  When Singer visits the asylum, he talks 
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feverishly and Is described as being in a state of near- 
eotasy: 
It seemed to Singer that years had passed 
sinoe they had been together. There was so 
muoh to say that his hands could not shape 
the signs with speed enough. His green eyes 
burned and sweat glittered on his forehead. 
The old feeling of gaiety and bliss was so 
quick in him again that he could not oontrol 
himself. (80) 
His eagerness in talking to his uninterested friend 
is illustrated by Singer's desperate effort to say 
everything possible before he has to leave. He is 
described as talking "desperately and with his narrow 
face . . . very pale." (81) All the time, however, 
Antonapoulos understands little or nothing of Singer's 
speech, whioh must seem to the Greek as garbled as 
Blount's and Copeland's monologues seem to Singer. 
One aspect of Singer's situation whioh deserves 
closer attention than it has generally been given is 
that his dependenoe on his friend does not derive from 
Antonapoulos' sharing of the same physloal handloap. 
Singer oannot accurately be plotured as a man Isolated 
by his handicap, frustrated by his inability to aohleve 
communication with others and thus striving to pour 
out his feelings to the only person who oan understand 
his sign language. At the same time he cannot, as 
Oliver Evans suggests, be plotured as a lover in any 
usual sense, and he does not make "the gift of love" 
«* 
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to Antonapoulos.   Though one could speculate whether 
Singer's current Isolation derives from some sort of 
frustrated efforts to reaoh beyond himself at some time 
In the past, at least within the time-span of the novel 
It Is evident that Singer cares even less about real 
communication than do Blount and Copeland. This point 
is emphasized in the book, for the reader is told that 
Singer has actually succeeded In teaching himself how 
to speak verbally.  Because he finds this manner of 
speeoh awkward and senses that he sounds strange, he 
is not satisfied; and after he meets Antonapoulos he 
never  speaks this way again "because with his friend 
there was no need for this." (8)  Singer, then, makes 
a conscious ehoioe not to communicate in the everyday 
world, and his attachment to his friend cannot be explained 
in terms of communication at all.  Antonapoulos1 appeal 
is, rather, precisely his ignorance and "nothingness." 
Because Antonapoulos does not speak and projeots no fully 
formed Identity aside from his own selfishness, Singer 
is free to make of him what he wishes, Just as Blount 
and Copeland do with Singer. 
The fact that the need for communication is not 
really the driving foroe behind Singer's actions is further 
emphasized late in the novel. After Singer learns of his 
1011ver Evans, The Ballad of Carson MoCullers: A 
Biography (New York, 19^), P. »5- 
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friend's death In the asylum, he wanders aimlessly around 
the town.  Be feels very lonely.  Suddenly he happens upon 
three mutes in a poolroom. He goes up to them and offers 
a sign of greeting; they respond enthusiastically, but 
after telling his name and where he is from 
... he oould think of nothing else to tell 
about himself. He asked if they knew Spiros 
Antonapoulos.  They did not know him.  Singer 
stood with his hands dangling loose. His head 
was still inclined to one side and his glance 
was oblique.  He was so listless and oold that 
the three mutes in the bowler hats looked at 
him queerly. ifter a while they left him out 
of their conversation, and when they had paid 
for the rounds of beers and were ready to depart 
they did not suggest that he Join them. (279) 
Singer's dangling hands at this moment of possible com- 
munication with those who oould provide understanding and 
compassion indicate not only that he seeks no communication 
but also that he needs none of the "understanding" the 
mutes might offer. They do not share his real handloap, 
for Singer's sickness Is In his mind and derives from the 
subjective world in which he seeks to escape reality. He 
uses antonapoulos as an objeot through whioh he can oarry 
on his imaginary life, and with antonapoulos' death Singer's 
inner world is also destroyed.  With his friend alive, 
Singer can "surrender himself wholly to thoughts of his 
friend" and aohieve a "submerged oommunlon," (276) a sense 
of self-fulfillment; but with knowledge of his friend's 
death, he oan no longer aohieve this subjeotlve bliss. 
'■>• 
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This final emptiness is too much for the mute to bear. 
Singer earlier in the novel seems more completely 
entrenohed in his dream world than do either Blount or 
Copeland, and this may explain why he ends his life while 
the other two characters are merely severely shaken by 
the collapse of their inner worlds.  In any event, all 
three dream worlds are destroyed during the course of 
the story, and a fourth, Mick's, is left irrevocably 
behind.  One character, however, succeeds in maintaining 
an inner world right to the moment of his death, and that 
is Antonapoulos.  Limited not only by speech and hearing 
defioienoies but also by a childish level of intelligence, 
he is able in all innooenoe to preserve the world of a 
ohild, a world similar to that which Mick must leave behind 
as she is Initiated into the everyday world. He, of all 
the characters, is able to achieve this world with no 
pretending, with no dependence upon any other figure. 
It is, presumably, this self-sufficiency, together with 
■Antonapoulos' position as the final link in a series of 
dependencies, that leads Prank Durham and Oliver Evans to 
conolude that the Greek is the struotural oenter of the 
novel.2 But antonapoulos really represents the subjeotive 
world delineated so muoh more fully through Ml ok Kelly's 
2Prank Durham, "God and No God in The Heart Is 
a Lonely Hunter.■ South atlantlo Quarterly, LVI (autumn 
1957); Evans, p. 40"I 
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story, and though he may be the supporting element for the 
positions of Singer and thus also Blount and Copeland, his 
death is far removed from Mick herself  (whose initiation 
is only superficially linked to Singer) and Biff Brannon 
(whose non-partioipant position is disoussed in the next 
ohapter). 
The Greek's importance,  however, has been olaimed 
for reasons other than structure,  for some orltios have 
seen in him a god-figure.     The passage upon which suoh 
interpretations are based describes a dream in which Singer 
finds himself kneeling on stone steps looking upward at 
Antonapoulos,  who is naked and holds aloft some objeot to 
whioh he seems to pray.     Behind Singer,  farther down the 
steps, are the four other major characters;  and behind 
them,  orowds of people.    This passage,  both revealing and 
ambiguous,  has too often been evaluated out of oontext. 
It is necessary to keep in mind that this is Singer's dream 
and no one else's.     Perhaps he may subconsolously betray 
an awareness of his own dependence on Antonapoulos, and 
perhaps he also sees himself,  as Prank Durham suggests, 
as a Christ figure kneeling before God;  but this is only 
his vision and cannot necessarily be taken as the author's 
assessment of the relative positions of the characters. 
It Is true.  I think,  that Singer himself Is in a god-like 
position.     So is Antonapoulos and so too are Blount, 
Copeland,  Miok (before her initiation), and even, at 
'<<• 
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times. Biff Brannon.  This is, Indeed, Mrs. MoCullers' 
vision: as we hare notieed with Blount and Copelund and 
as we see also in Singer and Antonapoulos, these characters 
opt for an inner world of illusion in which they set them- 
selves up as gods; that is their tragedy.  The recognition 
of these multiple gods in the novel explains the confusion 
of religious symbols—a complication that is something of 
an obstacle for Mr. Durham's line of interpretation. Singer 
is not the only Christ figure. Jake Blount, for one, 
complete with stigmata, sees himself in his dream world 
as filling a sacrificial role, and so does Dr. Copeland. 
Brannon too is desoribed as adopting Christ-like poses; 
for example, when he lies in bed early In the novel and 
"stretohed both of his arms outward crossed his naked 
feet." (27) 
Mrs.  MoCullers has not provided these religious 
references In order to oonfuse the reader but rather to 
emphasize the oentral pattern that lies behind all the 
major characters,  actions, and themes of the novel.    The 
Heart Is a Lonely Hunter can be interpreted as a religious 
allegory perhaps,  as Mr.  Durham suggests, or as a tragic 
representation of isolation in contemporary society,  or 
as the story of an adolescent's brutal initiation into the 
adult world,  or as,  in Mrs.  MoCullers'  words, a parable 
of spiritual fascism.     The wonder is not that the book oan 
be viewed in such very different ways but that these 
' '*» 
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different aspects are all unified so thoroughly. All 
of these subjects spring from the same basic pattern 
of objective and subjective worlds, and each of these 
various aspects of the novel succeeds In commenting on 
and reinforcing the others. The god-like qualities 
of Jake Blount, for example, are integrally related 
with his inner dream world and attempts at self- 
fulfillment as defined by Miok Kelly and In a lesser 
way by Antonapoulos; and both these aspects together 
make up precisely Mrs. MoCullers' notion of "spiritual 
fascism," whioh Is in turn the root problem behind the 
isolation apparent in her novels.  In such a manner, the 
inter-relationships of the different elements of her 
fictional world can be traced and the genius of her oraft 
fully appreciated. A novel that so many oritics have 
found oonfusing and ambiguous, whioh Klaus Lubbers refers 
to as Mrs. MoCullers' "most puzzling."3 which Ihab Hassan 
desorlbes as retaining "a certain ambiguity, a kind of 
elusiveness. which the form is incapable of bringing to 
account.-1* emerges as finely structured. Infinitely rich 
in texture, and thoroughly unified by the consistency 
3Klaus Lubbers. "The *^™J^lJ*!&£^ 
Theme and Structure in Carson MoCullers' Fiction, Janrpuon 
fur Amerlkastudlen. VIII (1963). 188. 
4Ihab Hassan. "Carson MoCullers: I**^**"*1" 
of Love and Pain." in Radical In£££f££2».fg4^ iy* 
Contemporary American ggveTTPrlnoeton, 1*51). P. 215- 
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of Mrs. McCullers' vision of inner and outer worlds. 
In this sense the various Christ-figures serve an 
Important funotion in the novel; but the attempt at deriving 
a detailed allegorloal structure for these references is 
not profitable, I think, for Mrs. McCullers1 purpose is 
to underscore the more important central conflict of 
subjective and objeotive worlds rather than to introduoe 
a religious sub-theme. Seen in this way, the relationship 
between Antonapoulos and Singer is consistent with other 
characterizations.  Singer is not a Christ-figure in the 
usual sense, though he sees himself in a saorlfioial role. 
He is a divinity within his own world, and he uses his 
friend to aohieve this end. Thus, though Singer pictures 
himself in his dream as worshipping Antonapoulos, this 
dream itself is an example of his self-delusion, for Singer, 
In the final analysis, worships himself. Antonapoulos Is 
a self-worshipper, too, but the reader feels no sense of 
tragedy about Antonapoulos since he never really deceives 
himself and does not have to suffer through the loss of 
his Inner world.  Singer does suffer, however, and his 
tragic end is born from his self-delusion. 
•<«» 
CHAPTER V 
BIFF SHANNON, QUESTIONER 
An additional unifying element In the fabric of the 
novel Is Biff Brannon.  Mi ok Kelly Is at the oenter of the 
novel (in the sense that her story is central to an under- 
standing of the other oharaoters), and yet she is apart 
from the inter-relationships among Singer, Copeland, and 
Blount and between Singer and Antonapoulos. Brannon too 
is aloof from the others. It Is Biff, the quiet, ambisexual 
owner of the New York Cafe, who watches the ohanglng 
characters as they pass through his establishment; and if 
Miok is the aotor who moves through various stages of 
development which illustrate the conflicts and needs of 
the other oharaoters. then it is Biff who takes it all in 
and finally reaohes some sort of partial understanding of 
Just what is happening. He alone seems to be both unlnvolved 
enough to see and question and also Involved sufficiently 
to understand in a personal way the plight of the other 
oharaoters.  Biff more than any other character is able to 
maintain the fragile balance between worlds that Mlok 
experiences only fleetlngly that night after her party. 
Biff, like Singer, is silent. He is really more 
silent than the deaf mute, for Singer at least oan pretend 
*9 
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to unburden himself to Antonapoulos while Brannon confides 
In no one.  Even with his wife he thinks, "With her, silenoe 
was better.  Being around that woman always made him dif- 
ferent from his real self." (11) In his silenoe, Biff 
puzzles over the various characters who appear, at times 
like a rogues* gallery, before his oounter. Early in the 
novel he listens as Blount pours out a steady torrent of 
words, and Brannon thinks quietly to himself that "this man 
had a good mind, all right, but he went from one thing to 
another without any reason behind it at all. He Is a man 
thrown off his traok by something." (13) He realizes almost 
at onoe that there is something abnormal about Blount, not 
physloally but "in the mind," and he finds himself helping 
this stranger.  Brannon Indeed is used to helping people 
in need, and It seems it is preolsely the abnormality that 
attraots him.  As he thinks to himself: 
... he did like freaks. He had a speoial friendly 
feeling for slok people andm°^
lpple8'^^6?jrniace somebody with a harelip or T.B. came into the place 
he would set him up to beer.  Or if the customer 
were a hunchback or a bad cripple, then It would 
be whiskey on the house. There was one fellow who 
had had his peter and his left leg blown off in 
a boiler explosion, and whenever he came to town 
there was a free pint waitingt*T**■• *g " 
Singer were a drinking kind of "^eoould g et 
liquor at half price at any time he wanted it. |U| 
The obvious implication is that Biff helps others whose defi- 
ciencies somehow reflect hi. own. Thus, silent like Singer, 
he is attracted to the mute; mentally somewhat abnormal, he 
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seeks to help Blount; sexually ambivalent, he would help 
the castrated man and, likewise, finds himself attraoted 
to the adolescent, tomboylsh Mlok Kelly, who Is herself 
not yet a woman and yet not a boy.  (This latter attraction 
becomes so strong at one point In the novel that Biff 
aotually begins following Mlok around, just as Mlok takes 
to following Singer.) 
To the extent that Biff Brannon Identifies with those 
who reflect his own character flaws, he attempts some sort 
of self-fulfillment, enough to let him share something of 
the experience oentral to the other major characters; and 
yet he Is able to keep from being drawn into any one self- 
fulfilling, self-oonsumlng relationship.  He is further 
removed from the others beoause his personality Includes 
the element of true compassion laoking so obviously In some 
of the other oharaoters. as a result he remains as much 
the spectator as the participant. He witnesses, for example, 
but does not really participate in Blount«s drunken efforts 
to talk to Singer that first night in the cafe.  Others 
present laugh at Blount«s routine, and "only Biff was 
serious. He wanted to ascertain If the mute really under- 
stood what was said to him." (20) 
in a way this scene in the New York Cafe early in the 
novel acts as a paradigm of some of the later roles.  Mick 
appears briefly going about her business and displaying 
her adolescence. Blount holds forth, succeeds in imposing 
J '■» 
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on Singer's patience, and even tries to drag the reluctant 
Dr. Copeland Into the all-white establishment.  Through It 
all. Biff stands and wonders, as he does throughout the 
rest of the book. His curiosity grows.  It seems that the 
more he watches and questions the actions of the others the 
more he learns about himself, and thus he Is distinguished 
from the other characters because he seeks not self- 
fulfillment but rather self-knowledge. To gain this Insight 
(though he does not realize his own motive), he keenly 
observes the present, records the past (he files and saves 
newspapers), and tries to answer the crucial question "why?" 
His questioning of others leads him to question himself, as 
Illustrated by the following sequence. He thinks at one 
point that 
... In nearly every person there was some 
physical part kept always guarded. With the 
mute his hands. The kid Mick picked at the front 
of her blouse to keep the cloth from rubbing the 
new, tender nipples beginning to oome out on her 
breast.  With Alioe It was her hair .... And 
with himself? (23-24) 
These physloal aspects, of oourse, correlate with those 
tender spots In each oharaoter's personality: Mick's 
adolescence, for example, and Singer's means of self- 
fulfillment through Antonapoulos.  And so Brannon questions 
himself, but he finds no ready answers and remains, even as 
he does to the end of the novel, puzzled.  Indeed, his 
vulnerability seems to be nothing so muoh physloally 
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revealed but rather precisely that force within him that 
leads him to these very questions. He is—perhaps this is 
his curse—plagued by a strange curiosity that compels him 
to seek an understanding of whatever it is that lies at the 
very heart of human nature Itself. 
Brannon, as an observer, functions as a literary 
devloe as well as a participating character, and the deft- 
ness with which the author handles this character reveals 
muoh of her skill.  The temptation must have been great 
for Mrs. McCullers to put not only the questions but also 
the answers in the mind of the cafe owner—to use him to 
"explain" the book and clear up the apparent ambiguities. 
To do so, of course, would limit the potentials of her 
fiotlonal form and also destroy the credibility of the 
character, and the author avoided this.  Brannon does serve, 
however, to focus the reader on the critical questions about 
the book and also very subtly to suggest some of the basic 
elements and thematio structures which unify the characters. 
One example ooours again early in the novel.  When Jake and 
Singer leave the cafe after Jake's furious drunk. Biff looks 
after them and then up at the sky. and "the vast depth of it 
oppressed him." (24) The strangeness of what he sees leads 
him to try "to explain something to himself," and later, as 
he lies in bed. he puztlea over Blounfs actions that night. 
Slgnlfloantly, he sees Blount in Christ-like terms: 
j 
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In some men it la in them to give up everything 
personal at some time, before It ferments and 
poisons—throw It to some human being or some 
human Idea. They hare to. In some men It Is 
In them—The text Is 'All men seek for Thee.' 
Maybe that was why—maybe .... (27) 
Whether the reader agrees entirely with Biff's character- 
ization of Blount in religious terms, this train of thought 
obviously serves to foous attention precisely on Blount 
as a god-figure, the Importance of which we have already 
dlsoussed.  Brannon reaohes no pat conclusions, but as he 
mulls over oharaoters and events, he serves the reader by 
underscoring key points.  In this partioular soene, as if 
for further emphasis, Brannon himself adopts a Christ-like 
pose, as though he is trying out Blount's role In his own 
mind. 
Later in the novel Brannon beoomes even more ques- 
tioning and thus more significant as a devioe.    After his 
wife's death he reaots analytloally with a series of 
questions,  and suoh questions together with repetition 
of the word "why" become more frequent in the last chapters. 
Moments after Alice's death, while Biff is alone with her. 
he thinks: 
Why?    Why was It that in oases of real love the 
one who is left does not more oft«i°"?Jn?mttst 
beloved by suicide?    Only because the llrtlimt 
bury the dead?    Beoause of the measured rites 
53 must S fulfilled after a Jeath?    Because 
It is as though the one who Is left steps for 
a time upon a stage and each second swells to 
an unlimited amount of time and he is watohed 
5* 
by many eyes? Because there Is a function he 
must oarry out? Or perhaps, when there is love, 
the widowed must stay for the resurrection of 
the beloved—so that the one who has gone Is 
not really dead, but grows and is created for 
a second time in the soul of the living? Why? 
(104) 
This passage is fairly oblique, as the author intends, but 
it does at least serve to suggest an inter-relationship 
between god-images ("the resurrection") and the one-sldedness 
of the relationships among characters.  Whether Biff himself 
is aware of it, a central problem of the book is being posed 
through his thoughts. The idea of a "loved one" after death 
being recreated in the lover's own mind or soul emphasizes 
preolsely man's ability to fill his own needs, make up for 
his own defiolenoies, by creating his own inner world. 
Yet a third example of the author's teohnlque is 
illustrated as Brannon adopts again his familiar pose behind 
his counter. Blount and Mlok and Singer talk before him, 
and Biff thinks: 
Blount and Mick both kept their *•••*****• 
They talked, and the mute's •^■■l~ £■"«£- 
as he watched them.  It was • <*K***fi g* 
reason-was it in them or in him CfingerJ? He 
"S 22 Stlii 2?no^sPea^li"made Kfseem 
s^e^rewS:tXn°thaf?ellow think and real- 
lze? What did he know? (11*) 
Biff wonders, without putting his finger on the answer, why 
these characters try to talk with the deaf mute.  "Was it 
in them or in him?" he puzzles, and indeed this is a basic 
' 1. 
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question.  Put In the terms we have been using, the question 
is: Are the characters attraoted to Singer because of any- 
thing in him, something they seek to tap through true 
communication, some speolal knowledge? Or Is the mystique 
about Singer something eaoh character oreates within his 
own mind, for his own selfish purposes, for his own self- 
fulflllment? Biff never fully understands the answer, but 
the author succeeds in using him to raise the question in 
the reader's mind. 
I think that Biff Brannon's function as a literary 
device has not been fully appreciated.  If Mlok Kelly Is 
at the center of the novel in terms of the reader's under- 
standing, then it is Biff who frames the aotlon and the 
characters within the proper set of questions. He acts 
as something of a camera lens, first focusing the reader 
on one aspect of the novel and then another. Throughout 
it all, the reader is not quite aware that he is being 
positioned in this way. We take Biff for what he Is on 
the surface—Just another of the characters attraoted to 
Singer.  We sympathize with him as a character; we follow 
his trial excursions Into the inner world as he attaches 
himself briefly to Singer. Mlok. and Blount (whom he 
actually pictures as an Inca Indian in a dream), and we 
are snapped back to reality with him.  We feel for his 
position as it is described: 
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Between the two worlds he was suspended. He saw 
that he was looking at his own faoe In the counter 
glass before him.  Sweat glistened on his temples 
and his faoe was oontorted.  One eye was opened 
wider than the other.  The left eye delved narrowly 
into the past while the right gazed wide and 
affrighted into a future of blackness, error, and 
ruin.  And he was suspended between radiance and 
darkness.  Between bitter irony and faith. (306) 
Yet at the end of the book as Biff resigns "himself to await 
the morning sun," we find ourselves turning back to pre- 
cisely those questions he raises so unobtrusively, and we 
seek Just those answers Biff does not voloe. The novel need 
not be obscure, for these questions point the way to an 
Interpretation that recognizes the embracing unity behind 
Mrs. MoCullers' fiotional world. 
Biff's position at the end of the book has been 
commented on frequently, and some critics have seen his 
final questioning and his unanswered oall for help as an 
indication of pessimism on the part of the author.  But 
it is precisely his questioning, so Important for the 
framing of the novel, that also makes Biff a very positive 
oharacter.  At the end of the book, Singer thinks, "But, 
motherogod, was he a sensible man ... ? And would he 
Just stand here like a Jittery ninny or would he pull 
himself together and be reasonable?" (306) The question 
is answered by Biff's aotions. He tends to everyday 
concerns; he goes outside to raise the awning, and "as 
he went to the door his walk gained steadiness." (307) 
-> "I 
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Biff succeeds in composing himself despite the faot that 
he, more than any other character, has witnessed the full 
panorama of the human struggle. Even though, like Hick, 
he does not understand what has happened, he still looks 
forward to the "morning sun." 
CHAPTER VI 
SUMMARY AND CONCLUSIONS 
This  discussion has hinged on Mick's  central position 
to any complete understanding of the novel, for it is through 
her story,  together with Biff Brannon's foouslng of the 
reader's attention,  that the fundamental conflict of subjec- 
tive and objective worlds is delineated.    This division has 
been recognized,  and Klaus Lubbers,  for one, has seen the 
error of some of the previous criticism; he discards the 
notion of isolation as the oentral theme and posits that 
the basic oonfllot is between illusion and reality.    His 
essay opens new areas of interpretation and will prove very 
valuable to students of Mrs.  MoCullers'  fiction, but he does 
not fully explore the implications of this basic oonfliot 
as a unifying element through all aspects of The Heart Is 
a Lonely Hunter, and he does not seem to appreciate fully 
how carefully Mrs. MoCullers herself spells out,  in fic- 
tional terms,  precisely this oonflict through Mick's 
progression from subjeotive to objeotlve world. 
In this paper I have approached the novel on the 
author's own terms,   through the division she establishes 
in Mick's story, and have traced this division through the 
major characters.     That in this process of analysis answers 
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to some important critical questions have been suggested 
only indicates the importance of the basic division the 
author assigns to her fictional world.  This division is 
reflected through Blount's and Copeland's efforts at self- 
fulfillment in their own inner worlds.  These characters 
are thus revealed as not seeking communication but Instead 
some Illusory dream world, and they are unable to understand 
the depth of their own self-deception. Likewise, Singer— 
a character viewed sympathetically by many critics as a 
frustrated lover, as the Christ-figure center of the novel, 
as the only selfless character in the book—Is revealed in 
truth as possessing precisely the same selfishness and 
achieving the same self-deoeptlon as Blount and Copeland. 
Antonapoulos alone Is able to "get away with" maintaining 
his inner world, for he is the only character who remains 
in child-like lnnooence and Ignorance. The core of relation- 
ships among Singer, Antonapoulos, Blount, and Copeland is 
further commented upon by the author through the use of 
Biff Brannon as both a questioning observer and also a 
participating character. 
Through an analysis of these characters laid over/ 
against the basic division of subjective and objective 
worlds, an explanation can be reached for both the multi- 
plicity of rellglcus symbols and Mrs. MoCullers- puzzling 
description of her book as an ironic parable of fascism. 
Each character is his own god in his efforts at self-fulfill 
' ■■ 
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and this  Indeed is a totalitarianism of the spirit.    As a 
result these characters who live in their own Inner worlds 
are,  regardless of their protestations to the oontrary, 
for the most part calloused and unfeeling toward the very 
human needs of others. 
*  ■ 
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